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out of the question, and there were no doubt well-
worn gestures for contempt, rage, pity, remorse, and
all the other emotions, which the audience would
quickly accept as symbols of them. The Elizabethan
conventions of gesture cannot have been radically
unlike those of the Italian Commedia dell* arte, whose
system of gestures with the body, the limbs, and the
hands, and the various expressions of the face, is
adequate to express any emotion in any degree of
intensity. Readers who wish to Study the Italian
system closely will find it excellently described in
Charles Aubert's The Art of Pantomime, an English
translation of which was made in 1927: such a Study
will reveal the remarkable .possibilities which these
formal gestures have for the expression of emotion.
The boy aftor would also be required to spend some
time in learning the management of his dress, for the
clothes of an Elizabethan lady were always heavy, and
the dresses of the players were celebrated for their
richness*. The long, heavy skirts require skilful
management, and when they are rightly used they
are in themselves a wonderful instrument of expres-
sion; the beauty-loving Elizabethans would be un-
likely to overlook the possibilities of those expressive
folds. Smaller boys may have worn chopines under
cover of their skirts to give themselves height. A
boy, when dressed for his part, would seem much
taller and more impressive than ordinarily he would,
and there can be no doubt that this would form a
ariking contrast with his appearance of fragility when
he was forced by the circumstances of the play to